















Seeing is not believing. 
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friend unearthed a trove of his older brother’s E. C. Comics, not to mention a 3-D comic whose images 
so shocked me that I cannot remember them at all, only the sensation of dread that they produced each 



^Just why thK particularkmd of expression should be dishonored has changed over the years, as 

l~ilSB=s==S“S“Er 








The Black Dahlia case is a white hot poker up the ass of crime fiends every¬ 
where. Why? It is the 20th century's primo example of the random horror of 
life. Dig: there are fiends out there who are incapable of normal sweaty eroti¬ 
cism; they equate sex soley with brutal, arrogant power. Klizabeth Short met 
such a rimbamboo between .January lOth — .January J4th, J947. What he did 
to her still makes me cringe, still sparks my curiosity. 

I'm not alone in this — the hepcats who created the comic story 39th & 
Norton are on the same wave-length. Dig it, all you kats & kittens, chix & 
Charlies — they've got the pulse-beat of Betty Short's horror down cold. Who 
killed the Black Dahlia? J don't know, they don't know, the fiend who does 
know ain't talking. Dig 39th & Norton — or a Pit Bull with AIDS will bite your 
boogaiuo. 
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THROUGH THE HABITRAILS 


lo bettor than the best ot'uther 


.- „....* of man> cartoonists who found--and continue 

to find •• a siable ha\en for his work through fan/Jnes. mini-comics, photocopiers, and the mail order co 
communit>. "There’s no 'moxement'," Nicholson insists, "the best of small press Is - - “ - “— •' 

media" {.Mcholson's Small Press Tirade #1. 19S9). 

^e^ertheless, the disdain munv "mainstream" interests hold for the small press is unjustitled. At its best the 
small press ensures the \italily of the artform. unfettered b\ the miopic concerns of the c<mimercial publishers, 
esen as it nurtures talents who may choose to move intoother media arenas. While many small press artists 
continue producing in obscurity, the small press alumni include Matt (iroening H.ifc In Hell. The Simpsons). 
Chester Brown iYnmmy Fur). Gary Banter (Jimbo. designer on Pee-Wee's Playhouse). Kddie ( amphell \l)ead/acel 
Bachus, Alec, From Hell), and many others. 

The emergence of the direct sales comic shops in the mid-'70s, and their growth through the '80s allowed many 
small press artists to expand into more ambitious self-publishing ventures sold v ia distributors to specialty retail¬ 
ers. W hile this marketplace can provide a productive, profitable outlet for self-publishing creators - inspired by 
the example of Dave Sim’s Cerebus (1977-present), Wendy and Richard Pini’s Elfquest (1978-present), and Kev in 
Kastman and Peter Laird's Teenage Mutant Sinja Turtles (1984-presenl) — it is also fraught with obstacles and 
perils. Kew creators enjoy the hard-earned survival and potential success: manv succumb to the ravages of an 
j)flen indilTerent. incestuous market overwhelmed with dross. 

JefT is among those who have tenaciously persevered. He continues to cite Dave Sini as Ins "mentor . it you will, 
and continues to produce the very odd adventures of t7/r« klutz, against all odds. While growing up in the San 
Krancisco Bay area. 11-year old Nicholson created Ultra khil/. as "a classroom distraction.' a parodv ol the 6tts 
syndicated Japanese television superhero L'ltraman, a brainchild ol (lod/illa creator Kiji isuburava. As the late 
’70s swept Nicholson into the .Sierra-Nevada Mountains. L ltra klutz maintained its hold on Nicholsim’s imagination. 

L lira klutz's first published adventures surfaced in 1981. its endearmglv absurd panache speciHcallv recalled the 
rvelous science Ikiion underground comic Mutants of the Metropolis (1972). 
parodv and mio its own satislvmglv self-contained universe, and Nicholson 
]> company in 1986. Despite the highs, lows and hiatuses Nicholson has 
weathered over the decade. L’ltra klutz abides and endures. 

(liven the slapstick orientation and deliberate comedic crudities much of Nicholson's published art revels in, I 
was surprised to find Cerebus creator Dave Sim recommending careful scrutiny of Nicholson’s latest series. 

Through the Habitrails. for possible publication in Taboo. The illustration on the facing page vva 
debut in Cerebus #133 (1990) with "It’s Not Your Juice" and "Increasing The (Jerblls" unveiled a ' 
maturation of Nicholson's storytelling and drafting skills w ith its Kafkaesque meditation on the parasitic relations 
imposed by an inhuman corporate structure upon its frail all-too-huinan employees, woven into "a harmonious yet 

W elcome. then to JefT Nicholson's Through the Habitrails. reprinting the debut chapters in their entirety. JelTs 
first tale original to Taboo is "Jar Head'], a portrait of a functionally addictive wretch who goes to harrowing 

"If you go into it without being able to find humor, you will see only despair." Jeff asserts. 






IT’S NOT YOUR JUICE 

01990 Jiff NiM,., S,„, „i Jiff Siiill... - Llttiring: Ci.d W„i, 
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LOST GIRLS 

While Oriental erotic art and literature dates back to the 9th century, with a true Golden 
Age of erotica blossoming in Japan and areas of Europe (particularly France) in the 18th 
centu^, native American erotica began in the playpen of infantile humor: with a fart joke. 

Mind you, it was a very good fart joke. 

Though one must note the infamy of the British erotic classic Fanny Hill in America - the 
country’s first obscene literature prosecution in 1821 punished two Massachusetts book 
peddlers who dared to sell the novel, and its success in the 1840’s brought prosperity to the 
first U.S. publisher of pornography. New Yorker William Haynes - the first erotic Americana 
to be embraced internationally was crafted by Samuel Clemens, a.k.a. Mark Twain. 

Even as Clemens was completing Tom Sawyer in the summer of 1876, he composed as a 
private amusement for his lifelong friend the Reverend Joseph Twitchell a hilarious indul¬ 
gence entitled 1601... Conversation as It Was by the Social Fireside in the Time of the Tu¬ 
dors. With Clemens’ pen barb aimed as ever to contemptuously deflate the priggish dignity 
of aristocracy, 1601... concerns itself with an audience between Queen Elisabeth and visiting 
dignitaries (including Sir Walter Raleigh, the Duchess of Bilgewater, Ben Jonson, and Wil¬ 
liam Shaxpur) that is disrupted by a hideous crepitation. The ensuing conversation attempts 
to establish who the wind-breaker might be, before proceeding to consider times “when 
pricks were stiff and cunts not loath to take ye stiffness out of them.” 

“[Ejasily as scatalogical as it is sexual IMl... gave [Clemens] the bad boy of American 
literature, an opportunity to employ almost every verbal indecency of the English language... 
'If there is a decent word findable in it,’ he once wrote to a Cleveland librarian, 'it is because 
1 overlooked it.'” 1 

Innocuous as 1601... seems today, its notoriety spread across the globe, from its initial 
printing as four pamphlets in 1880 to its first hardcover printing two years later, through 
more than 45 editions in the U.S. alone and countless bootleg editions overseas. 

As the United Kingdom enriched the genre through authors D.H. Lawrence and Frank 
Harris, the next American writer to do so was Henry Miller, with the publication of Tropic of 
Cancer in 1934. While the unexpurgated Lawrence, Harris, and Miller novels were banned in 
both the U.K. and North America, erotica flourished in Europe. Throughout the ’60s, North 
American courts wrestled with the issues of censorship and obscenity (Miller’s Tropic of 
Cancer alone provoked no less than 60 legal proceedings from 1961 to 1964, with William S. 
Burroughs’ Naked Lunch likewise inciting authorities). While both American and British 
comics remained primarily children's entertainment during this period, European comics 
nurtured their first maestros of erotica in Guido Crepax (Valentina) and Jean-Claude Forest 
(Barbarella). 

I Ralph Ginzburg, An Unhurried View of Erotica. Helmsman Press, 1958, pg. 77. 

Scholars of erotic literature argue that Benjamin Franklin’s letter to the Royal Academy of Brussels was the Hrsi slice of 
genuine American erotica, predating Clemen’s 1601... by nearly a century. Franklin’s letter, however, remained unpublished 
until almost 50 years after Clemens’ essay was privately printed... so the distinction clearly belongs to Samuel Clemens. 

The subject of Franklin’s letter? The recwnended use of chemical food additives to “render the natural discharges of wind 
from our bodies not wily inoffensive, but agreeable as perfumes.’’ 

Franklin or Clemens, American erotica began with an eruption of flatulence. 





If any single artform can provide a barometer for the relative primitivity of American 
erotica, the comics medium can. Neither American nor British comics have yet spawned a 
Crepax or Forest, or hardly an equivalent to Henry Miller (only Scotsman Eddie Campbell 
comes close in the English language, with passages in his extraordinary Alec series). Comics 
remain profoundly inhibited by both countries' prevalent attitude towards the medium as an 
inherently aberrant form of children’s literature. While the U. K. is beginning to accept the 
maturing of the comics medium, recent comics shop obscenity prosecutions in Canada and 
the U.S. attempt to levy child pornography laws against the medium itself, as if the presenta¬ 
tion of adult activities and perceptions through comics (created by adults/or adult readers) is 
a form of sexual child abuse! 

Decades of comics creators forcibly tied into the straitjacket of the Comics Code Author¬ 
ity served to entrench and enforce this repressive conditioning. Notable U.S. comics erotica 
(i.e., underground comix, the Eros comics line, etc.) primarily function as movements against 
this repression, and hence are most often reactionary, rather than progressive or explorative. 

It is therefore no surprise that English language erotic comics remain at such a primitive 
level, satisfied to exploit and titillate with onanistic fantasies. With precious few exceptions 
(Guy Colwell’s Inner City Romance and Doll, Chester Brown’s Yummy Fur, Julie Doucet’s 
Dirty Plotte, stories in the Hernandez Bros’ Love and Rockets, et al), erotic comics remain in 
the playpen of Clemens’ seminal essay on flatulence, and contain nary a hint of the old 
codger’s wit. They exist as pornography of the lowest order, barely evolved from the 
“Tijuana Bibles” of the ’30s or bondage oriented “men’s” comics of the '50s and '60s. 

In The Sadean Women, Angela Carter asserts that in most pornography sex is not 
contextualized: it exists in a vacuum, devoid of any emotion, depth, or consequence, 
trivialized into mere titillation or ennui. She insists that a more enriching pornography is 
possible, in which social, political, and emotional issues are addressed. 

Such an enriching pornography is not only possible, it is essential. 

Toward that goal, Alan and Melinda offer the first chapter of Lost Girls. The blend of 
Alan’s European heritage with Melinda’s countercultural Americana (rendered with a soft 
palette of pastel color usually associated with illustration rather than comics, in marked 
contrast to Gebbie’s underground comix work), fueled by the artistic merger of a female and 
male creator, is ripe with promise and potential. 

Let us go back in time, to an era poised on the brink of its first World War, and the first 
dance in an unlikely meeting of three Lost Girls... 


irrior #1-26 (Quality, 1982- 8: 


an Special m 


COMICS (writer only unless otherv 
completed as V For Vendetta (DC Com 
(Quality, 1982-84); reprinted and contir 

12,13,19, 20 (Quality, 1983- 84; reprir ..- 

(Atomeka, 1989- present); The Saga of the Swamp #20- 64, Annual #2 {I>C Comics, lyiSJ- 8/; issues wii- 

complete run reprinted in eleven volumes by Titan Books. 1987- 89: be advised that the Titan editions are not available in 
the US); The Ballad of Halo Jones in 2000 AD. Progs. 37.7-396,405- 415,451- 466 (IPC. 1984- 86; reprinted in three 
volumes by Titan Books, 1986- 87); Watchmen (DC Comics, 12 issues. 1986- 87, DC/ Warner Books/ Graffiti Designs 
collected editions. 1987); From Hell: serialized in Taboo 2- 5 (SpiderBaby, 1989- jnesent); From Hell: Book One (Tundra, 
1991); A Small Killing (w/ Oscar Zarate: UK Gollancz, 1991); with contributions in: Real War Stories #1 (Eclipse, 1987); 
Aargh! (also copublisher/ editor, Mad Love, 1988); Puma Blues #20 (self- published by Murphy/Zulli, 1988/89); Brought to 
LigAr (Eclipse. 1988); Taboo 1 (SpiderBaby. 1988) 

SHORT FICTION: "A Hypothetical Lizard” in Liavek: Wizard's Row (ed. by Will Shetterly & Emma Bull, Ace. 
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Representational illustration and painting is the art of seduction. The artist manipulates the chosen medium — paint, 
watercolor, ink, et al - to seduce the viewer’s eye into "seeing" form, depth, movement, light and shadow, texture and 
life. These are illusory perceptions, of course, as the surface of the canvas or paper remains two-dimensional. We know 
this, but delight in the seduction, and usually judge the artist's abilities on how well (and often) he or she seduces us. 
Accordingly, many people act like spumed lovers when the seduction is played upon, or abandoned all together. When 
the illusory romance gives way to challenging non-representational works, viewers become suspicious, wary, even 
angry, as if they had perhaps been conned all along, the curtain pulled away to betray the Wizard's mortal banality. 

beyond a comfortable familiarity with recognizable styles and approaches. The artist, however, longs to strip away the 

Jones. That he might choose to "abandon" the consummate skill that breathed life into sensuous portraits like Blind 
Narcissus (1977) in favor of the raw poetry of "Better Things to Do" will, undoubtably, arouse the ire and suspicion of 

Jeff is not "abandoning" his skill; he is wielding it with the same razored intelligence, intent, and vision he has always 

There are clear precedents in Jones' earlier works, from the wry Idyl {National Lampoon, 1971-75) and I'm Age 
{Heavy Metal, 1981-84) to the enigmatic narratives of Spasm (1973) or "A Night to Remember" in Pathways to Fantasy 
#1 (1984). The transition occured apart from the printed page, in the seclusion of Jones’ studio and sketchbooks, 
culminating in the deceptive minimalism of "Better Things to Do." "All paintings must work abstractly," he once 
asserted. "However, it’s always hard to divorce yourself from the content" {The Studio, 1979, Dragon's Dream, pg. 17). 
The same schism between abstraction and literal content is at play here, in the realm of words and images melding, ripe 
with evocative possibilities. 

Jeff found his mastery of representational art of little use in this venture. "In all the experiments with this, traditional 

work realized that a kind of stream of consciousness visual, with half-realized images...was the only thing that would 
work. 

"The drawings are not scribbles. I did scores of them just to arrive at the right feeling. 

"I've literally spent years trying to make this work," Jeff explains. "I've wanted with this to push the parameters of 

the words. In this case, I think it works, and after all this time I feel very satisfied." 

Open your eyes and heart, and, in Jeffs words, "be brave." 



To ipC? 



Bibliography - Jeff Jones 

COMICS: Web of Horror #1-3 (Major. 1969-70); Vampirella#5, 9, 12, 27, 32-34 (Warren, 1970-74): The Monster Times #4-5 
(1972); Nightmare #6,21. and Psycho #6, 7. 9, 12 (both Skywald, 1971-73); Idyl in National Lampoon (1971-75); Spasm! (Last Gasp. 
\913)\ I'm Age m Heavy Metal {Sepx. 1981-July \9%4y. Ravens and Rainbows #\ (Pacific, 1983); Alien Worlds #4 {PzcxTxc, 1983); 
Pathways to Fantasy #1 (Pacific, 1984); etc.; Stories and art in Creepy and Eerie (various issues; Warren, 1970-76); Epic. Esquire, 

ILLUSTRATION: over 150 paperback covers for Ace, Avon, Ballantine, Belmont, Berkley, Dell, Fawcett/Gold Medal, Lancer, 
Paperback Library, Pyramid, Signet, Zebra, etc. (1970-76); misc. posters, prints, portfolios, etc.* (1976-present); gallery exhibitons 
include Aaron Gallery and Smithsonian Institute, Washington. D.C.: Art Expo 1984, N.Y. Coliseum, and Olympia & York, Park 
Avenue Atrium, NY; Futuropolis Gallery, Paris. France; Hawthorn Gallery. Woodstock, NY; Hayden Planetarium, NY; Lucca 
Dodici. Lucca, Italy; etc. 

BOOKS (all published by Dragon’s Dream): The Studio (wAVrightson, Kaluta, Windsor-Smith; 1979); Idyl (collected from 
National Lampoon, 1979); Yesterday's Lilly {19S0). 
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But first, this news; 

The following procedural monologue is brought to you by Matt Howanh, who lives, breathes, seethes, 
spits and shits comic art. 

Howarth has compulsively produced an unceasing flow of extraordinary work since the mid-1970's. 

His self-publishing company Howski Studios ensures a continuing outlet beyond the parameters of 
commercial markets, launching with titles like Afternoon in the Sun (1976), Sand Scripts, and All False 
Gods (both 1977). By the time Matt was hitting his stride with ideosyneratic rock-horror-science fiction 
gems like The Anti-chair (1983), he had managed to infiltrate the mainstream as a rock music critic, with 
album covers, magazine and paperback book illustrations, and the serialised narrative "Changes" in 
Heavy Mcro/(1980-81). 

That's just the tip of the iceberg. 

Like his most infamous creation. Those Annoying Post Brothers (in their own comic since 1985), Matt 
just won't give it up. 

Next thing you know, he's even dabbling with the Teenage Mutant Ninja Turtles. 

Really. 

But first, this news; _ _ _ 


better throw [him] in the water 


Bibliography - Matt Howarth 

COMICS (published by Howski Studios unless otherwise indicated): Afternoon in the Sun* (1976); All False Gods (w/ W.E. 
Rittenhouse and Julian Kernes, 1977); Sand Scripts* {w/\moMS, 1977) "Changes”serialised in//fovy (Feb. 1980-June 

Two Cities #1- 6* (Howski/ Ralph Records, 1982- 1985); Temple Snare* (w/ W.E. Rittenhouse, 1983; MU Press, 1990); The 
Anti-Chair* (w/ Jeffrey Rusnak, Rhesus Records. 1983); This is Heat* (w/ W.E. Rittenhouse. 1983); The Hoobi Yaps Artifact (w/ 
Brenda Barrow, 1983); The M.IA. Tapes* (w/ Hiroshima, Data Day Communications, 1983); "Sonic Curiosity" music review 
comicstrip in Quakertown Free Press Newspaper 90); Domes (Phantasy Press. 1985); WRAB: Pirate Television* (1985); 
Those Annoying Post Brothers #1-18 (#1-4,17 w/ Lou Stathis, Vortex, 1985- 90). #19- present (Rip Off Press, 1990- present); 
Particle Dreams #1- 6 (Fantagraphics, 1986-87); "Konny & Czu" serialized in Albedo #6-14* (w/ D.M. Kister. Thaughts and 
Images, 1986- 1989); Faith of the Foe* (w/W.E. Rittenhouse, Fandom House, 1987); Savage Henry ^\- 13 (Vortex, 1987- 90), 
#14- present (Rip Off, 1990- present); The Savage Sword of Mike #1* ( Fandom House, 1988); Keif Llama: Xeno-Tech #1-6 
(Fantagraphics, 1988- 89); Fix (Brave New Words. 1990); Post-Mortem, The Contaminated Zone #1-3, Vberdub #1- 3 ( all 
Brave New Words, 1991); Teenage Mutant Ninja Turtles U\ (Mirage Studios, 1991); Also, stories and ait in The Stark Fist of 
Removal No], 17, #40 (Subgenius Foundation, 1983); The Philip K. Dick Newsletter^! 10,14 (Philip K. Dick Society, 1985- 
87); Anything Goes #6 (Fantagraphics 1987); New Pathways #6- present (MCA, 1987- present); Reflex Magazine #1- present* 
(Reflex Pub., 1987- present); Doomsday Squad #7 (Fantagraphics, 1987); Amazing Heroes #138 (w/ interview, Fantagraphics, 
1988); The Fish Police #16 (Comico, 1989); Fly In My Eye (Arcane Comics) #2-5 (Arcane, 1989- present); many others. 

PAPERBACK ILLUSTRATION (published by Bluejay Books unless otherwise indicated): Clans ofiheAlphane Moon and 
Time Out Of Joint by Philip K. Dick (both 1984); Dr. Adder by K.W. Jeter (1984); The Dune Encyclopedia (Berkeley, 1984); The 
Zap Gun and Dr. Bloodmoney by Philip K. Dick (both 1985); Eclipse: A Song Called Youth by John Shirley (1985); The Glass 

^^RECORD '^BUMA^D CASSETTE COVERS include Concert (Conrad Schnilzler, Generations Unlimited, 1986); Scorn 
In The USA (Scomflakes, Birdo'Prey Records, 1986); Eight-Ball (Hunting Lodge, S/M Operations Normal, 1987 - three diferent 
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AINAGAia^Ma^GAINAGlI 


"Again" artist and adapter Michael Zulli's work should be familiar to Taboo readers, with one cover and two 
provocative, confrontational stories showcased in our earlier issues. Outside his own creative collaboration with 
writer Stephen Murphy on the ecological science-fantasy series Puma Blues (1986 - present), Zulli's adaption of 
Ramsey Campbell’s "Again" is undoubtably his most ambitious undertaking to date. He joins the rarified ranks of 

U.K. artist David Lloyd ("The Proxy" in A1 #5* Atomeka Press, 1991) and American cartoonist Bill Wray 
(Campbell's autobiographical "At The Back of My Mind..." in Saturday Mourning Fly In My Eye, Arcane/Eclipse, 
1989) having gone before him. If "Again" provokes nightmares, take comfort in the fact that the story’s execution 
prompted its share of waking nightmares for the artist. 

Like Ramsey Campbell’s breakthrough short story "The Cellars" (1967), "Again" slowly steeps the reader in a 
suffocating purgatory of darkness, corruption and sexuality. Campbell’s debut short story collection. The Inhabitant 
of the Lake and Less Welcome Tenants (1964), reflected a teenage writer's doting devotion to H.P. Lovecraft as 
transposed to the British landscape, a debt Campbell soon left behind him as he nurtured his own disturbingly 
persuasive, urban approach to the genre. ’’The Cellars" and the revelatory "Cold Print" (1969) amply proved his 
mastery of the form, establishing his claim as a maestro of suggestive horror. Campbell readily acknowledges his 
debt to Lovecraft, M.R. James, Algernon Blackwood, Arthur Machen, Fritz Leiber, and Robert Aickmen, but he 
has carved his own very distinctive and progressive niche in the genre as both a writer and an anthologist. 

Though the brevity and impact of "Again" made it ideal for adaption to the visual medium, it is a rather deceptive 
introduction to Campbell’s ouevre. Its textural atmospherics and brooding sexual angst are typical, but "Again" 
threatens and does erupt with a decidedly visceral ferocity more characteristic of Campbell’s earlier novels (from 
The Doll Who Ate His Mother, i916, to The Nameless, 1981) than of his short fiction. With the novels/«carnme 
(1983) and Obsession (1985), Campbell deliberately eschewed the violence so prevalent in modem horror fiction 
and cinema; " I actually wanted to write a novel where the threat of physical violence was virtually nonexistant," he 
recalls. "I was quite happy to carry it through '." Both novels, along with the subsequent The Hungry Moon (1986), 
The Influence (1988), Ancient Images (1989) and Midnight Sun (1991), are consumate masterworks by a writer in 



The Inhabitant of the Lake and Less Welcome Tenants (1964); Demons by Daylight (1973); The Height of the Scream (1 
Dark Companions {19Z2); Cold Print {l9S5y, Night Visions 3 (w/Clive Barker and Lisa Tuttle, 19S6); Black Wine (w/Ch 
o— Scared Stiff: Tales of Sex and Death {mif. Dark Feasts {\9%Ty, Waking Nightmares (1991) 

' ' • TheFarReachesofFear,\91(iy,NewTerrors {t'*/oyo\\xm&s,\9%Qy,NewTalesoflh 

’Book {miy. Fine Frights: Stories That Scared Me {\9%%y. Best New Horror (w/ 


NOVELS: The Doll Who Ate His Mother {\91()y,The Bride of Frankenstein: Dracula's Daughter; TheWolfman (written as 
"Carl Dreadstone," 1977); The Face That Must Die (1979; restored 1982); The Parasite (a.k.a. To Wake The Dead; 1980); The 
Nameless (1981); C/aw (a.k.a. a/t/ic C/ow, written as "Jay Ramsay," 1983);/ncornate {\9S3); Obsession (1985); T/ie 
Hungry Moon (19^6); The Influence {19%S); Ancient Images (\9S9); Needing Ghosts (novella, 1990 - U.S. release 1992); 
MidnightSun {\99\);TheCountofEleven (1991) 




with Douglas E. Winter, Faces of Fear, Berkeley. 1985, pg. 77. 
by Stanley Wiater, Dark Dreamers, Avon, 1990, pg.36. 
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Vjs is />y^y9^/rs. 


The following two-page offering from underground shockmeisler S, ( lay W ilson is, in his own 
words, "the most odious, satanic, twisted coiniiiision I've ever done." It Is also a wrenching portrait of 
human obsession, and it is //m, rather than W ilson's trademark amorally explicit imager>, that led to 
the decision to reprint the story in Taboo. 

Though Wilson's career is studded with some remarkably potent shockers, this is perhaps the most 
concentrated and vitriolic two-pager he has ever crafted. The context of the story's genesis is as 
grotesque as the tale itself. "This is Dynamite..." was completed in 1985. after three years of reluctant 
effort. It was a covertly commissioned adaption of a letter written by a dead man whose own all- 
consuming obsessions had depleted and fractured his long-suffering famii>. Wilson's employer also 
demanded the story see print, a stipulation of the commission itself. 

Despite the homophobic nausea that informs every panel, the tragic, compulsive intensity and all- 
too-identifiable human desire at the core of the letter is rendered w ith compelling clarity. This pas¬ 
sion, coupled with the anger that motivated the letter and Wilson's own revulsion for the project, lends 
the tale a disturbing gravity and sorrowful urgency that is unshakeable. 

Indeed, this story pro\ed too ugly, volatile, and politically incorrect for the underground comix 
publishers, many of w hom are traditionallv receptive to Wilson’s most provocative works. As recenth 
as 1990. "This is Dynamite..." earned only aghast rejections from the underground circuit. Its only 
publication to date was In the now defunct San Francisco tabloid Deadbeat in 1986. 


STORIKS AM) AK I I kA l l KKl) IN: Zfl/;#2-i2 (A|K\^l*riiit Alint/LiiM (Jiisp. lyftS-presentl; #3-11.12 (PrinI 

Mini. 1968-691: Smm/i (mini-comic. 3 issiiis. Apex. I96K-69): /t/im/; WorAv # I. 2.4. 6. 7 iKnsI A illujie Other. I969»; 

1971) iMUgh hi the l)ark\\.Asi 19711: /Ar/Z/mA* 3/JrrfiTro/)»VWS.K. ( (iiiiic 1971):/*«/;;C’omicv (2 issues. 

Prim Mini. 1971-73): The Kip Olf fieiieH oj Western ( ulliire issims. Kip Olf Press. 1972): Arcflrfc #1, .^-7 (Print Mint. 1975- 
76): Comix Book #2, 5 IMiir\el Kitchen sink. 1975-76): Teleh (mini- comic. Keilh (ireen, 1975): Mag^otzinc (1981): Yuma Yama 
/The I'gly HeatHw/Kohvrl WiWiams. I98li: Bastard t\\ Willem, liitiiropolis. 1984): TaZioo I, 2. 4: Taboo ^special 
(SpiderKulw. 1988-91) 

(■OM.Kl' l Kl) WORKS; .S'. Clay Wilson: Twenty Drawings i Ahington. 1967): Drawings by .S'. Clay Wilson (S.F.CJraphic Arls. 
1969): Portfolio C’om/x (Print Mini. 1970); Aeu/ (Print Mini. 1971): Murder {mini- comic. S.K. ('omicl)ook Co.. 1972): Pork 
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